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Book information 
 
P icturing the Family:  Media,  Narrative,  Memory 
Ed. Si lke Arnold-de Simine and Joanne Leal 
Summary 
This edited collection of essays investigates how the frameworks of ‘memory’ and 
‘family’ inform creative visual performances of identity and their remediation in 
digital and social media. 
 
Rationale 
This volume explores how our understandings of ‘memory’ and ‘family’ can impact on 
the ways in which we perform our identities. At the centre of this investigation is the 
family photograph, a key object in the definition of self through time and in relation 
to familial others and one explored here from a wide range of different but mutually 
illuminating perspectives. A key point of commonality between the essays is that they 
demonstrate that, while the ‘family’ has for a long time been a dominant paradigm 
through which to gain access to the self (e.g. in psychoanalysis), it increasingly forms 
the basis for exploring individual in relation to collective pasts. Central to this volume 
is a focus on the family album which is shown to be the pivotal point in an interaction 
between autobiographical, social, political and cultural memory. These essays show 
that in this movement between personal and collective memory, the notion of 
‘family’ is constantly reaffirmed but also deconstructed and reconfigured. But it is not 
only the notion of the ‘family’ that is reconceived in this process, rather, the 
photograph itself is transformed. These essays demonstrate the extent to which this 
is the case via a reflection on the contextualisation and ‘remediation’ of the 
photograph in albums, films, museums, social media and internet auctions.  
The book builds on, rethinks and propels in new directions the extensive research on 
family photographs and memory (e.g. Marianne Hirsch, Martha Langford, Annette 
Kuhn). It does so by taking into account recent research on digital media (e.g. Anna 
Reading, Joanne Garde-Hansen) and on the concept of ‘transgenerational haunting’, 
(e.g. Stephen Frosh, Avery Gordon), which provides a framework within which to 
explore how family memories can haunt family members across generations. The aim 
here is to connect these scholarly approaches and apply them in ways which a) 
develop our understanding of the mutually transformatory relationship between the 
family, memory and photographic practice, which b) enhance our understanding of 
contemporary art works, particularly the photograph and its utilization within the 
context of other media, and which c) also refine our grasp of the theoretical 
perspectives through which they are being read and the creative practices via which 
they can be transformed. 
In order to fulfil these aims, the volume combines creative, practice-based and 
scholarly approaches, often in the same article, as many of our contributors are both 
academics and artists, reflecting here rigorously and within the conceptual 
frameworks that inform the volume as a whole on their own practice and that of 
others. All contributions expand our understanding of the ways in which 
contemporary art and performance engage with and refigure the relationship 
between family and memory, both personal and cultural. The sum of contributions to 
the volume represents the culmination of an ongoing dialogue that was enabled by an 
exhibition (‘Family Ties: Reframing Memory’, Peltz Gallery, Birkbeck, 3rd -25th July 
2014), accompanying talks, conference and film screenings in the context of the 
Birkbeck Research Centre ‘Aesthetics of Kinship and Community’ 
(http://www.bbk.ac.uk/brakc/). These events demonstrated clearly that this 
integrative approach draws a wide range of audiences who appreciate not only the 
contemporary relevance of the topic but also the fusion of scholarly thinking and art 
work. That this kind of interaction is becoming increasingly important to both 
research and creative communities is demonstrated by the focus on research impact 
and the growing interest in practice-based PhDs. 
 
Key Features 
1) Explores the role of visual media in general and the photograph in particular in 
the (de)construction of family memories and especially mother-daughter-
relationships 
2) Offers artists/scholars collaborations on memory work as art work 
3) Connects approaches of personal and collective memory through the concept 
of creative ‘memory work’ 
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Chapter by chapter synopsis  
 
Introduction (Si lke Arnold-de Simine and Joanne Leal,  Birkbeck College, 
University of London) 
 
While scholars have always worked on artists and artworks, they rarely work with 
artists in an attempt to overcome the often arbitrary division between scholarly 
and artistic creativity, a separation defied by many of our contributors. The so-
called ‘biographical turn’ which has impacted on both scholarship and artistic 
practice requires us not only to reflect on the ways we create narratives both in 
art and academia but also to investigate our own emotional involvement and 
investment in those narratives. In this volume, the different methodologies 
involved in deconstructing rhetorical tropes of the family photograph, often in 
relation to other creative media, stimulate a dialogue played out in individual 
contributions but also between contributions – a dialogue which is curated by 
our introduction.  
The introduction traces the entanglement of memory and photography/film as 
media and metaphors of memory. Photography and film are seen as a privileged 
media when it comes to memory. Not only is memory often described in 
photographic terms (both as working or not working like photography), 
photographs and films are also seen to evoke, construct and transmit memories 
across generations. Equally they can be a means to re-encode, overlay or even 
repress memories.  
With reference to this complex relationship between photography/film and 
memory and the recent critical literature on it, we will be drawing on this 
volume’s contributions to establish and interrogate its investigative parameters, 
reflecting in our introduction on the variety of disciplinary and methodological 
approaches taken by our contributors. Particularly, we will examine how these 
essays explore the affective encounter with the family photograph, noting the 
similarities and differences as these play out in the work of those artists who 
interrogate their own creative performances here and in the scholarly 
investigations of the photographic and filmic practices of others. These are not 
separated out in the volume but ordered in a way which facilitates a dialogue 
between them, allowing for identification of their common ground and potential 
for mutual illumination. All of the essays here have in common a personal 
starting point for the creative encounter with the family photograph (reflecting a 
shared engagement with and/or interrogation of what might be termed auto-
ethnography). We will explore the reasons for and the consequences of a 
common refusal to countenance the neat separation of (individual) memory and 
(official) history, private and public sphere, e.g. in the re-imagining of the photo 
album on social media such as Facebook, the digital ‘re-mediation’ of analogue 
photographs on mobile phones or their appropriation in the museum context. 
We will focus on the gendering of memory work in families, embodied in the 
work of some of the contributions to this volume, interrogated in others, with a 
particular view to identifying why it is that the mother-daughter relationship is so 
central to contemporary meditations on the intersections between self, family 
and memory. We will explore how family’s female members are often identified 
as ‘storekeepers of memory’ and as ‘memory bridges’, associated with 
apocryphal memories, with unheard stories and family secrets which punctuate 
and question official narratives, again redefining the boundary between private 
and public. We also investigate here the extent to which a notion of 
‘transgenerational haunting’ can elucidate the way in which the family album 
both reaffirms and unsettles affective relationships through time which, as the 
essays in this volume demonstrate, can be undone and re-thought through the 
creative encounter with the photograph. 
 
 
1.  Martha Langford (Concordia University,  Montreal),  ‘That Other 
Woman: the Woman who Accompanied the Cold War Tourist to Paris’  
 
Photographic art and literature are populated with mysterious others, often mothers, 
who physically and/or metonymically embody the memory work of the authors. 
Strategies of appropriation, whether from the archive or the flea market, are the 
makings of these fictional creatures. The vernacular turn in contemporary 
photographic art combining with the plasticity of the found or authorized object has 
created what I have elsewhere described as ‘strange bedfellows’: the amateur 
photographer and the avant-garde. With the briefest review of that phenomenon, 
this chapter turns its attention to a small set of slides taken of my mother by my 
father in London and Paris in 1963. My father's travels have already been chronicled 
by John Langford and myself in A Cold War Tourist and His Camera, in which we 
concentrated on his photographic output as a Cold Warrior-in-training – on the 
photographic construction of a public man.  In ‘That Other Woman’, I consider the 
imagery that was left out: pictures taken of my mother when my parents were 
reunited at the end of his Overseas Tour. This study develops another Cold War 
duality. Ordinary touristic shots of Lucille Langford at the Tower of London and 
Montmartre are the pendants to the Cold War Tourist's photographic possession of 
the world. They unlock the domestic Cold War as it played out in one woman’s life 
experience. They also lock my mother into a sisterhood of posing women, whose 
images now float into collective memory as works of art. These photographs give me 
my mother and take her from me. My sub-title, a reference to the Camelot Kennedys, 
is intended to suggest the semi-public, nature of touristic family photography. 
 
Biodata: Martha Langford is the Research Chair and Director of the Gail and Stephen 
A. Jarislowsky Institute for Studies in Canadian Art and a professor in the Department 
of Art History at Concordia University in Montreal. She is also editor-in-chief of 
Journal of Canadian Art History/Annales d'histoire de l'art canadien and co-editor, 
with Sandra Paikowsky, of the Beaverbrook Foundation Series on Canadian Art History 
of McGill-Queen's University Press. 
She has written the first comprehensive survey of modern Canadian photographic art: 
‘A Short History of Photography, 1900-2000’, in Anne Whitelaw, Brian Foss, and 
Sandra Paikowsky, eds., The Visual Arts in Canada: The Twentieth Century (Oxford 
University Press, 2010). Her writing on photography and video addresses mediated 
experience in relation to constructs of memory and imagination. These interests 
intersect in ‘Imagined Memories: On Rafael Goldchain's Family Album’, in Rafael 
Goldchain, I Am My Family: Photographic Memories and Fictions (Princeton 
Architectural Press, 2008) and ‘A Murder of White Crows: Susan MacWilliam's 
Varieties of Psychical Experience’, in Karen Downey, editor, Susan MacWilliam: 
Remote Viewing (Black Dog Publishing, 2009). 
Her books include Suspended Conversations: The Afterlife of Memory in Photographic 
Albums (McGill-Queen's University Press, 2001) and Scissors, Paper, Stone: 
Expressions of Memory in Contemporary Photographic Art (MQUP, 2007). Her edited 
collection, Image & Imagination, published in both English and French editions 
(MQUP, 2005), featured original essays by American, Australian, and British scholars. 
Her studies of vernacular photography include A Cold War Tourist and His Camera, 
co-written with John Langford (MQUP, 2011) and ‘Strange Bedfellows: Appropriations 
of the Vernacular by Photographic Artists’, in Photography & Culture 1:1 (2008).  
She is a founding director of the Canadian Museum of Contemporary Photography in 
Ottawa (1985-1994) and artistic director of the international photographic biennale, 
Le Mois de la Photo à Montréal 2005. She is also an active independent curator 
whose recent exhibitions include ‘Unmasking: Arthur Renwick, Adrian Stimson, Jeff 
Thoma’s (2009) for the Canadian Cultural Centre in Paris and curatorial consultant for 
the Musée du Quai Branly photographic biennale PhotoQuai 2009, both projects in 
collaboration with Sherry Farrell Racette. Also in 2009, she was the commissioning 
curator for ‘Preoccupations: Photographic Explorations of the Grey Nuns Mother 
House’ for the Faculty of Fine Arts, Concordia University. 
 
2.  Lizzie Thynne (Sussex University),  ‘Memory, Subjectivity and 
Maternal Histories in Autobiographical  Documentary: On the Border'   
 
This chapter explores the performance of memory in On the Border, an experimental 
auto/biographical documentary in which I look at my Finnish mother's history and the 
lingering impact of war and exile. I discuss the film's relation to the burgeoning genre 
of auto-ethnography within documentary practice, as charted notably by Michael 
Renov. In particular, I reflect on the challenges of representing my mother and 
grandmother’s lives compared to the more conventional narrative of military heroism 
embodied in my grandfather’s war story, which the film re-evokes through a return to 
the scene of his last battle on the Russian front in 1941. The chapter comments on 
the shifting identifications and projections which inform the film’s presentation of 
family and wider histories, and which both consciously, and at the time of making, 
unconsciously, reveal my own desires and aspirations to agency and recognition. 
The chapter also probes the omissions in the creation of a mother’s life story in the 
light of Marianne Hirsch’s analysis of feminist authors’ difficulties in representing the 
mother as a subject rather than an object not least because of their own struggles for 
control over their own lives, bodies and ‘plots’.  
I look at the ways in which family archives - home movies, diaries, letters, 
photographs are interrogated, imagined and re-mediated in recent documentaries, 
including my own, so as to highlight hidden maternal histories.  
I discuss how my film draws on the work of feminist photographers, such as Jo Spence 
and Rosy Martin but utilizes the potential of the moving image to disrupt and 
defamiliarize such images and query the representation they seek to give of romance 
and a united group. The chapter references Annette Kuhn and Susannah Radstone’s 
work on memory and includes discussion of other documentaries centering on 
maternal secrets: Stories We Tell (Sarah Polley, 2012) and 51 Birch Street (Doug 
Block, 2005). 
 
Biodata: Lizzie Thynne has worked in the Department of Media and Film since 2001 
after joining Sussex from UEL. Her entry into film was as Education Officer at the 
Tyneside Cinema in 1988-89 where she devised courses and events around 
the cinema programme, including for the first UK Lesbian and Gay Film festival. After 
studying study film and television production as a post-grad at Bristol (1990 - 91), 
she worked on both factual and drama projects for Channel Four and ITV. She began 
making her own films, which focussed on how personal narratives are connected to 
wider political, social and legal changes, for Channel Four's ground-breaking series, 
Out on Tuesday and Out. She has since exhibited her work in both cinema and gallery 
contexts, including the National Film Theatre, the Musuem of Contemporary Art, 
Sydney, Jerusalem Film Festival, the Irish Film Centre, the Lieksa Museum, Finland, 
Festival International de Films de Femmes, Creteil. She combines teaching, writing 
and film-making with a particular emphasis on exploring gender, sexuality, identity 
and representation. 
Lizzie's new film ON THE BORDER (58 mins,UK 2012) is a daughter’s exploration of her 
Finnish mother's life prompted by the remnants left in her mother’s flat – letters, 
objects, photographs. Fragmented memories, dreams, and diary entries are 
juxtaposed with the director’s journey to significant places and people in her family’s 
history from during and after the Russo-Finnish war.  Her mother, Lea, and her 
siblings left their home in the disputed border territory of Karelia and her Lea's father 
was killed in 1941, fighting alongside the Germans against the Soviets. In this hypnotic 
work of mourning and remembrance, past and present, layers of association, memory 
and imagining intertwine, as the film evokes the lingering impact of war and exile.  
 
3.  Olga Shevchenko (Wil l iams College, Massachusetts) and Oksana 
Sarkisova (Central  European University,  Budapest),  ‘Visible 
Presence: Photographs in Russian Domestic Interiors’ 
  
Photo portraiture represents the ultimate democratization of the photographic 
image, with photographic technology having made portraits easily available to 
modern individuals regardless of social station and income. In that sense, the 
notorious selfies are only the latest instantiation of a century-odd long trend. 
Yet, only few photographs end up in the place of utmost importance: in a frame 
on the wall. What distinguishes such images? In our study of photographic 
practices and remembering in Russian homes, we explore photographs on 
display within numerous Russian families, asking the owners of these 
photographs to offer their commentary on the significance of these particular 
images, and on their decisions to exhibit them. Here we offer some reflections 
on what we learned about the work that these images do for their owners today. 
We look at several types of images that are most frequently found on the walls 
and display shelves of Russian homes: contemporary school and studio portraits 
in whimsical settings, photographs of travel, Soviet-era unsmiling studio 
photographs as well as enlarged identity photographs that are incorporated into 
various contexts, from genealogical collages to commemorative portraits of 
deceased loved ones. In our view, these images on display serve to “materialize” 
cultural shifts that are taking place in the sphere of the home, such as the 
imperfect shift towards more “postmodern”, playful and multiple identities, as 
well as a search for new genealogies. This shift occurs, however, without 
triggering any apparent loss in the photographs’ special ability to stand in for a 
person, a place or a moment in time. 
 
Biodata: Olga Shevchenko is Associate Professor of Sociology at the 
Department of Anthropology and Sociology at Williams College (Massachusetts), 
where she teaches courses on social theory, postsocialism, sociology of 
consumer culture, photography, and social memory. She is the author of Crisis 
and the Everyday in Postsocialist Moscow (2009, Indiana University Press), and 
the editor of Double Exposure: Memory and Photography (2014, Transaction 
Publishers). Her articles on post-Soviet political culture, consumption and family 
photographic archives have appeared in such journals as Europe-Asia Studies, 
Journal of Consumer Culture and Social Psychology Quarterly, as well as a 
number of edited volumes and collections. She is currently working on a 
collaborative ethnographic project on Soviet family photography and 
generational memories of socialism, provisionally entitled Snapshot Histories. 
 
Oksana Sarkisova holds PhD in History from Central European University and is 
permanent Research Fellow at Open Society Archives, CEU. Her fields of interest are 
visual studies, documentary cinema, and amateur photography. Among her recent 
publications are  ‘Searching for a Soviet Past: Amateur Photography and Family 
Memory’ (2015, with Olga Shevchenko, in Russian), ‘Soviet Past in Domestic 
Photography: Events, Evidence, Erasure’  (with Olga Shevchenko, 2014), ‘Taming the 
frontier: Aleksandr Litvinov’s expedition films and representations of indigenous 
minorities in the Far East’ (2015), ‘Arctic Travelogues: Conquering the Soviet North’ 
(2014), and a co-edited volume Past for the Eyes: East European Representations of 
Communism in Cinema and Museums after 1989 (2008). She is co-founder of the 
Visual Studies Platform at CEU (2014), and Director of the International Human Rights 
Documentary Film Festival Verzio in Budapest (www.verzio.org). 
 
4.  Rosy Martin (artist),  ‘Unstable Narratives: Revisit ing Famil ial  
Photographs’ 
 
How to disrupt and revitalise old fixed stories and breathe new possibilities into family 
photographs for the subject and for the viewer? The rhetorical tropes of the family 
photograph can seem dominant, but it is within the narratives that can be opened up 
that richness and complexity lies. It was the very paucity of what could be found 
within the family album that prompted Jo Spence and I to begin our quest to open up 
the family album to critical analysis, investigation and performative photography, 
through re-enactment phototherapy, starting in 1983. 
The fading physical fragments of family photographs do still hold emotional weight, 
even when family ties exist only psychically. The photograph evokes the punctum of 
time. It provides a slippery surface of meanings, which open up possibilities for 
multiple re-readings. These too change over time. 
I will examine one of my own family albums from before World War Two. I will closely 
interrogate a photograph of my mother, taken in late nineteen thirties, with my two 
brothers. She appears smart, even elegant with her two schoolboy sons in a typical 
successful studio portrait. In 1984, I re-staged this image, and then re-enacted my 
memories of what she had said to me about her life. As a working class woman, with 
aspirations that were frustrated by circumstances these were hard lessons, tinged 
with regret, restriction and the weight of responsibilities. In 2006, after her death, I 
re-visited this image, within her home, where she had lived for 74 years. I evoked the 
sense of a haunting presence in this house, this empty theatre of memories, through 
projection onto its surfaces. I also searched for her likeness within my own 
embodiment, through re-enactments, in the home she had created. My intention was 
to somehow find again the mother I had lost through her multi-infarct dementia and 
death. Tinged with grief, my gaze was more gentle and forgiving. These were acts of 
reparation. 
The performativity of speaking one’s stories in responses to family album images, and 
the acts of performance of the multiplicities of self and others within phototherapy 
offer different strategies for engagement with the image, and that which it may show 
or occlude.  
 
Biodata: Rosy Martin is an artist/photographer, psychological therapist, workshop 
leader, independent researcher, lecturer and writer. She works as an 
artist/photographer using self-portraiture, still life photography, digital imaging and 
video dealing with issues of gender, sexuality, ageing, class, family dynamics, 
urbanism, location, bereavement and reparation. From 1983, together with the late 
Jo Spence, she evolved and pioneered re-enactment phototherapy. 
Martin has published essays in: Phototherapy and therapeutic photography in a 
digital age (2013); The Photograph and the Album (2013); Ageing Femininities: 
Troubling Representations (2012) Stilled (2005); The Oxford Companion to 
Photography (2005) Gender Issues in Art Therapy (2003); Feminist Approaches to Art 
Therapy (1997/2012); What Can a Woman Do with a Camera? (1995);  'Intimations of 
mortality (1995); Stolen glances - lesbians take photographs (1991); Family Snaps: the 
Meanings of Domestic Photography (1991) and Looking on - images of femininity in 
the visual arts and media (1987). She has written numerous journal articles for 
Afterimage, Camera Austria, Artpaper, Ten8, Women's Art Magazine, and Feminist 
Art News amongst others. 
She has exhibited Internationally since 1985. She has run intensive experiential 
phototherapy workshops and lectured in Universities and Galleries throughout 
Britain, Canada, Eire, Finland and USA. She held lecturer positions in photographic 
theory, art history and visual culture at Universities in UK. 
 
5.  Suze Adams (UWE Bristol),  'Visual Meditations: An Island in Time – 
(Re)interpreting Family Albums and Oral Histories’ 
 
Drawing on my research as a professional artist, this photo-essay will focus on a 
project entitled Communion, a composite artwork that explores and examines links 
between family and ancestral provenance. The proposed photo-essay will present a 
series of photographs from the Communion project and include extracts from poems 
written in response to the imagery. 
I will briefly introduce the work and outline the process of exploring my family 
connections on the Isle of Mull. My maternal ancestors come from the Hebrides and 
from the origins of family albums and oral histories, alongside research at Mull 
museum and regular visits to the island, ancestral narratives are creatively re-
positioned and re-imagined to look to the future as well as the past. I draw on the 
concept of reflective nostalgia (Svetlana Boym 2001), which proposes that re-flection 
can offer a new flexible nostalgia where the concern is not to recover what might be 
perceived as lost but allows for a sustained meditation on the passage of time. How 
might we conceive of family and recognize ourselves in relation to those that have 
come before as well as those who have yet to come? How can ‘memory work’ not 
only tease out affiliations which reach into the past as well as the future but also help 
us to understand temporal links in spatial terms? 
Communion responds to these questions by marrying family stories with images of 
the physical landscape and documentation of a performance at ‘S Airde Beinn, a site 
of familial import on Mull. In the process, dependencies between the intangible 
concepts that fuel the work and the island environment itself are explored in an 
attempt to elucidate my on-going journey through memory, history, art and family 
lore.  With the aim of crossing individual with collective memory, the experiential 
abuts the abstract to tell something of family ties that extend beyond the merely 
personal – the intention being not only to celebrate the voices of my extended family 
but to share them in such a way that others might meditate on their own family 
histories.   
 
 
 
Suze Adams, still from Communion (2012) 
 
Biodata: Suze Adams is an independent artist, writer and lecturer based in the UK. 
Her practice is underpinned by research and critical reflection on the following 
themes: the space between interior and exterior landscapes; notions of home and 
inhabitation; experiential time and memory; and embodiment/multi-sensory 
experience. Her artworks tread a delicate line between documentation and poetry 
and present in the form of still and moving imagery, sound, text, performance and 
installation.Adams is an Associate Lecturer in Visual Culture (UWE), a member of the 
Family Ties Network and an affiliate of PLaCE International Research Centre. 
 
6. Sal ly Waterman (Ravensbourne, London),  ‘Performing Famil ial  
Memory: Against ’  
 
This chapter traces the artistic development of the video ‘Against’, taken from my 
‘Translucence’ project, which interprets Donna McKevitt’s musical score, based on 
Derek Jarman’s writing. Serving as a reflection on the fragility of life and 
bereavement, this work investigates the loss of my grandmother, who passed away 
twenty-one years ago when I was nineteen years old. 
Through a long-term collaborative process with a choreographer, I created a series of 
‘memory gestures’, or movements, made in response to McKevitt’s music, as well as 
the re-assessment of photographs I had taken of her, a few months before her death. 
By actively seeking out memory triggers relating to her physical characteristics, 
personality, rituals, habits, paraphernalia, family narratives and our shared activities, 
the project acknowledged Annette Kuhn’s ‘Memory Work’ (Radstone, 2000) by 
gathering materials for my own performative interpretation. Aiming to re-imagine 
past memories, in order to ‘re-build’ her in the present, the piece plays with the 
concept of remembering and forgetting through the shifting layers of my body, my 
shadow and the projected images of my Grandmother that are interwoven and 
repeated throughout the five-minute sequence. 
Referring to Mary Warnock’s (1987) observation of the interdependence of memory 
and imagination, this chapter considers a pivotal shift in the work, when I became 
fully absorbed in the performance in a trance–like state, indicative of Henri Bergson’s 
(1896) notion of spontaneous memory; a kind of receptive ‘becoming’. Whilst 
photography’s relationship to death and past-ness is well documented (Sontag 1979, 
Barthes 1980, Hirsch 1997), I would argue that the performed memory gestures, 
projected imagery and McKevitt’s music allowed for an instinctive memory sensation 
and re-connection to take place through the transformation of the still photograph 
into the present moment (Batchen, 2004). 
 
http://vimeo.com/91067350 
 
N.B. The ‘Against’ video was featured in the accompanying ‘Family Ties: Re-Framing 
Memory’ film programme in the Peltz Gallery, Birkbeck, curated by the Family Ties 
Network.  
 
 
     
  
 
Biodata: Sally Waterman is an artist/researcher based in London, UK. Her doctoral 
research at the University of Plymouth (2004-2010) used T.S Eliot’s 1922 poem, ‘The 
Waste Land’ to examine her self-representational strategies and interpretative 
methods. Recent exhibitions and screenings include ‘Waste Land’, Ruskin Gallery, 
Anglia Ruskin University, Cambridge, UK (Solo, 2012); ‘Voyage: Sea Journeys, Island 
Hopping & Trans-Oceanic Concepts’, Künstlerhaus, Dortmund, Germany (Group, 
2013); ‘Liminal’, Camberwell Space, London (Group, 2013) and ‘Bodies of Water’, 
Royal West of England Academy, Bristol, UK (Screening, 2014). Her work is held in 
public and private collections including King St. Stephen Museum, Székesfehérvar, 
Hungary, The National Art Library at the V&A, London, UK and The Yale Center for 
British Art, New York, USA. She has lectured at Plymouth College of Art and the 
University of Plymouth and is currently an associate lecturer at Ravensbourne, 
London. She was a visiting fellow at the University of London (2011-2012), where she 
organised the ‘Family Ties: Recollection and Representation’ conference, and is a 
founder member of the Family Ties Network. 
www.sallywaterman.com 
 
7. Jacqueline Butler,  ' In and Out of Focus: Visualising Loss through the 
Family Album’ 
 
 
Forty-two years, nine 
months, one hour and 
forty minutes.  That’s 
how long my parent’s 
marriage lasted.  I 
believe someone told 
me this at the hospital 
the day my mother 
died.  
Or did I just imagine it? 
I think of this, as I look 
at a photograph of my 
mother in her wedding 
dress  
 
 
I have a fascination for the photographic surface. In much of my work I photograph 
prints and negatives from both private and public photographic collections. My 
intention, to visualise places half-remembered, reveal something of how we see much 
more than what we see.  
The language of photography with all its restrictions and limitations perhaps 
articulates the loss and wonder of forgetting. To disremember is like the pull of focus, 
a reference to the edges of perceptual vision. The blur sanctions a release, a point of 
escape for necessity to pin things down a space between subject and meaning.  As we 
begin to think about and focus on the space that is the surface of the photograph, 
thoughts shift onto the relationship the photograph has with time and memory. 
Does the analogue photographic process reveal an experiential sense of time rather 
than capturing that, which is decisive and measureable? With blurring caused by the 
accidental movement or slipped focus due to extreme shallow depth of field, do the 
limitations of pre- digital photo-technology draw us in to the photograph, to a point in 
time that does not reveal the past or the present, but more to a presence of not the 
singular moment but the eternal? If so, through photography are we closer to 
remembering the smell, feel and touch of past encounters? 
Recalling Touch is a photographic essay that explores memory and how it relates to 
analogue photographic processes, focusing specifically on fragments of photographs 
of my mother taken from her wedding album alongside documents of ‘performative’ 
work made with my mother and daughters over the years. 
Fifteen years ago I began making a series of photographs with my mother titled 
Various Properties. She performed, I photographed, she talked and I listened. My 
mother had terminal cancer. After her death my work continued sometimes with my 
daughters, they performed, I photographed, I talked about my mother and they 
listened. We shared thoughts on family photographs. I realised that this work is open-
ended; it will always remain unfinished, and incomplete. I never plan to end this work; 
the very nature of it demands a continuum. 
The chapter will take the form of poetic response contemplating on light, duration 
and memory explored through a combination of words and photographs. 
 
Biodata: Jacqueline Butler is concerned with reflections on time and memory in 
relation to the photographic and the cinematic, exploring visual narrative and 
contemplations on the material qualities of photography in both analogue and digital 
forms. She works with photography, digital video, the artist book, and writing and has 
a particular fascination with archives and collections (both public and private). She is a 
member of FTN (Family Ties Network), and MCollective (artist book co-operative) She 
is currently Postgraduate Coordinator for the Department of Media and Pathway 
leader MA Photography at Manchester School of Art, MMU. Butler has recently 
begun a research degree at Glasgow School of Art, this research considers the 
photograph as haptic and virtual object. 
 
8.  Deborah Schultz (Richmond, The American University in London),  
‘The (Re)constructed Self  in the Safe Space of the Family Photograph: 
Chino Otsuka’s Imagine f inding me  (2005)’  
 
In recent years the ‘biographical turn’ has developed in the social sciences, the use of 
narrative has been foregrounded in history, and oral history is now an established 
discipline. The lives of anonymous individuals, as opposed to major figures, are 
perceived as of significant value in understanding history and society. 
Photography plays a special role in this shift of focus from major figures to the 
masses. For most, it is the primary means of self-representation. The ambivalence of 
both photography and memory make them central to postmodern practices, and 
artists, writers and filmmakers use the photographic image to explore the familial 
gaze as well as wider questions of identity and representation. This chapter highlights 
the intrinsic dual art/document, emotion/science nature of the medium, as well as 
photography’s mobility of meaning, particularly when combined with written text. It 
studies the assumed naturalness of the photographic image and how this masks 
cultural and constructed forms of representation.  
Examples are drawn from the work of Chino Otsuka to explore the ways in which 
photographs often begin as intimate private images but may be transformed into 
elements in constructed or partial biography. For her book project Imagine finding 
me (2005) Otsuka raided her family photo album to produce double self-portraits 
consisting of her present day self inserted into photographs of herself in her 
childhood past. The series is nostalgic, fun and skilfully impressive while also exploring 
the family structure through the double self. The snapshot compositions diminish the 
sense of these being manipulated images, as if they may be authentic representations 
of two sisters. This deception indirectly points to the constructed/creative nature of 
the photographic image and explores the ways in which photographs help to 
construct or even create our memories. Otsuka thus uses her childhood snapshots as 
a way of exploring her present day self, with the instability of the photographic 
medium acknowledging both her ongoing change over time and, in turn, the way in 
which the changing present affects her view of her past self. Digital photographic 
methods enable the artist to time travel and to meet her younger self within the safe 
spaces of family photographs.  
 
Biodata: Deborah Schultz is an Assistant Professor of Art History at Richmond, The 
American University in London and a Senior Lecturer in Art History at Regent’s 
University London. Her primary areas of study focus on word-image relations 
including artists’ books, photography, and the representation of memory in 20th 
include Marcel Broodthaers: Strategy and Dialogue (Oxford 2007), ‘Monuments as 
Visual Memory’, in Matter and History, Anca Benera and Alina Serban (eds) 
(Bucharest 2011), ‘Crossing Borders: Migration, Memory and the Artist’s Book’, in 
Moving Subjects, Moving Objects: Migrant Art, Artefacts and Emotional Agency, 
Maruška Svašek (ed.) (Oxford 2012), ‘Photographic traces of history and memory’ in 
Julia Winckler, Traces/Spuren (London 2012) and ‘Word and image in times of crisis’, 
in Picturing Language, Kathryn Brown (ed.) (Farnham 2013). She is a regular 
contributor to Art Monthly and other contemporary art journals. 
 
9. Richard L.  MacDonald (Goldsmiths, University of London), ‘A Place 
for Memory: Family Photo Collections, Social  Media and the 
Imaginative Reconstruction of the Working Class Neighbourhood’  
 
This chapter looks at the practice of opening up the personal family album to the 
collective gaze of the open, ‘public’ Facebook group, and considers the acts of 
interpretation, evaluation, storytelling and memory that translation from one context 
of display to another elicits. It proceeds through a detailed case study of two popular 
Facebook groups, where members share and comment on family photographs taken 
in Salford in the north of England, once an icon of late-Victorian industrialization but 
more recently a site of protracted industrial decline, large-scale demolition and 
redevelopment of the built environment. Both the fate of Salford’s postwar working 
class neighbourhoods, vanguard spaces of creative destruction, and the relative 
scarcity of personal photographs of vanished streets are discussed as context for 
understanding photo-sharing as a popular collective memory practice. The chapter 
argues that in the context of their recirculation it is the periphery of the frame rather 
than the familial subject in the centre foreground that serves a mnemonic function, 
preserving a photographic trace of shared spaces of sociality (streets and buildings) 
that have disappeared in the living memory of group members.   
 
Biodata: Richard L. MacDonald is a lecturer in the Department of Media and 
Communications, Goldsmiths, University of London. He researches amateur film, 
vernacular photography and civic archives in relation to collective memory practices. 
He is the author of a monograph on civic cinephilia The Appreciation of Film: The Film 
Society Movement and Film Study in Britain published by University of Exeter Press 
(2015). 
 
10. Nicky Bird (Glasgow School of Art),  ‘Wanted – New Custodians for 
Family Photographs: Vernacular Photographs on eBay and the Album as 
Artwork’ 
 
 
 
 
 
Between 2004-2008, I purchased hundreds of analogue family photographs on eBay, 
collected sellers’ statements and created two unique albums from these materials: 
Question for Seller, 2006, and Gay Interest Beefcake, 2008. Both physical artefacts 
were exhibited, sold on eBay and collected as artworks. 
The above examples suggest lingering questions. Family members have already 
abandoned, or are in the process of abandoning photographs that connect them to a 
dead, distant (and perhaps single) relative. The seller provides some facts on the life 
depicted. Memory is at best mediated.  Speculation, in the form of ‘queering’ of a 
snapshot, reveals alternative meaning and assumptions of shared identification; it 
also appeals to a buyer’s impulse to retrieve a hidden history. This is all part of a sale, 
in which photographs are removed further from their kinship link. The exchange is not 
simply cash for photographs: connections to kinship, fragments of biography imply 
responsibility. These are the circumstances in which the buyer becomes the ‘new 
custodian.’  
In her influential work on photographic albums, Martha Langford (2001, 2008) argues 
for the performative nature of the album. My contribution, as an artist who has 
purposefully constructed albums, proposes to add breaking up, rescuing and 
reassembling to Langford’s “showing and telling.” Therefore the album as artwork is 
an initial starting point to tease out the role of ‘new custodian’, and the rescue 
impulse that unwanted photographs provoke. 
 
Biodata: Nicky Bird is an artist whose work investigates the contemporary relevance 
of found photographs, their archives and specific sites. She has explored this through 
new photography, bookworks, and the Internet creating artworks that make visible 
the process of collaboration with people who have significant connections to a hidden 
history. Recent exhibitions include Seduced by Art: Photography Past and Present, 
National Gallery, London & CaixaForum Barcelona, Madrid (2012-13); 21 Revolutions, 
CCA, Glasgow & The Royal Scottish Academy, Edinburgh (2012-13). Published works 
include Beneath the Surface/Hidden Place (Edinburgh: Stills, 2010), and ‘Looking a 
Gift Horse in the Mouth: Generosity and the Digital Exchange of Family Photographs’ 
in The Photograph and The Album: Histories, Practices, Futures edited by Jonathan 
Carson, Rosie Miller & Theresa Wilkie (MuseumsEtc, 2013). Nicky is a PhD Co-
Coordinator at the Glasgow School of Art. She is also a member of The Family Ties 
Network, a research group of writers and artists. 
11. Si lke Arnold-de Simine (Birkbeck),  ‘Famil iarising the Past:  Family 
Photographs in Memorial  Museums’ 
 
Family memories and photographs have found their way into memorial museums as 
poignant reminders of the personal stories behind historic catastrophes such as war, 
genocide or state violence and oppression. This chapter looks at their inclusion both 
as everyday snapshots and family souvenirs, as they can be found in private photo 
albums, but also as art works in which the paradigm of the family is consciously used 
to interrogate a past that refuses to go away. The aim is to create an awareness of the 
whole spectrum in which family photographs are deployed in memorial museums, as 
a means of authentification, to create an affective response and invite empathy, to 
avoid reducing people to a victim status and to remember not only their deaths but 
also their lives. As such, these instances build upon and modify traditional rituals of 
mourning. 
 
Biodata: The focus of Silke Arnold-de Simine’s research is in memory and museum 
studies. Her most recent book Mediating Memory in the Museum. Empathy, Trauma, 
Nostalgia (2013) was published in Palgrave Macmillan’s Memory Studies Series. She is 
also the co-editor of ‘Memory, Community and the New Museum’, Theory, Culture & 
Society 29/1 (2012) and ‘Museums and the Educational Turn: History, Memory, 
Inclusivity’, Journal of Educational Media, Memory, and Society 4/2 (2012). 
 
 
12. Deborah Wil l is,  ‘Framing “Family” and Memory: The 
Photograph’ (New York University) 
  
Memory is central to the practice of making images and images which create 
tension around conceptualizing and producing work about the past or historical 
memory are especially exciting for me. One of my most powerful experiences as 
a curator is discovering photographers who embrace the broad idea of memory 
to explore the complexities of family life, from making visible stories of activism 
to transforming everyday experiences to dreaming through aspects of beauty. 
Many contemporary photographers use family stories to explore the political, 
social, and the historical in framing family photographs. This chapter looks at the 
work of photographers who make contemporary photographs that reference the 
past supported by their research and family archives. This selection of images 
shows how today’s photographers take their inspiration from varied sources and 
rework themes by using collective memory, new media, and old technologies 
that appear unrelated but are filtered through the modern sensibility of these 
photographers’ lens. They borrow from history, play with the role of the 
photograph in family rituals, and disrupt the viewer’s imagination to create new 
meanings and excite new emotions. Thus this chapter examines the impact of 
the performance of memory and the use of the photograph in creating 
narratives about family and what makes family memories portable through new 
and old technologies. It will include a wide range of imagery exploring topics 
such as memory, family, culture, and history. It also reflects personal and social 
experiences of each of the photographers and explores themes from dream 
sequences to the notion of lineage.  Looking at a series of works focusing on sites 
of memory from birth to death, war and homeland, living rooms and constructed 
communities this chapter will show how photographs are central to identity 
formation and to what we call “family”. 
 
Biodata: Deborah Willis is a photographer and Chair of the Department of 
Photography & Imaging at New York University/Tisch. Willis was a 2014 Richard D. 
Cohen Fellow of African and African American Art History at the Hutchins Center, 
Harvard University, a 2005 Guggenheim Fellow and Fletcher Fellow, and a 2000 
MacArthur Fellow. She has exhibited and published widely; notable projects 
include “The Black Female Body A Photographic History” with Carla 
Williams;  “Reflections in Black: A History of Black Photographers - 1840 to the 
Present;”  “Posing Beauty: African American Images from the 1890s to the 
Present;” “Michelle Obama: The First Lady in Photographs,” "Picturing Us" and “Black 
Venus 2010: They Called Her ‘Hottentot.’” 
 
13. Annie Coombes (Birkbeck):  Interview with ‘Family Ties’  artists 
 
Annie Coombes will interview a group of six artists (Family Ties Network) whose 
exhibition ‘Family Ties: Reframing Memory’ ran in Birkbeck’s Peltz Gallery from 3rd -
25th July 2014 and provided a focal point for our conference and accompanying 
events (see https://familytiesnetwork.wordpress.com/exhibitions/). The interview will 
engage the artists on questions of family memory through their photographic, video 
and sound works, exploring the bittersweet aspects of reflective nostalgia, yet also 
considering the conflicts and contradictions inherent in acts of remembering. 
Biodata: Annie E. Coombes is Professor of Material and Visual Culture in the 
Department of History of Art at Birkbeck. Her research expands on the work she 
completed for History After Apartheid in relation to the politics of memory and 
private and public commemorative practices in visual culture in post-apartheid South 
Africa. She is the author of History After Apartheid: Visual Culture and Public Memory 
in a Democratic South Africa (Duke University Press, 2003; Wits. University Press, 
2004) and has since published widely in that field. Another strand of her research 
interests concerns the interface between the critical engagement of artists and 
cultural groups on the one hand and local community-based initiatives world-wide on 
the other, in the struggle to produce meaningful and effective tools in the fight 
against the prejudices and ignorance producing and produced by the HIV/AIDS 
pandemic.  
 
Word count 
The volume will have around 85.000 words (including notes and bibliography), with 
approx. 50-70 images.  
 
Submission date 
The deadline for the contributions is 31 January 2015 and the volume could be 
submitted in September 2016.  
 
Permissions 
All the rights to the images are either owned or secured by the contributors 
themselves. A different version of Martha Langford’s contribution will also be 
published in French with Presses universitaires de Paris Ouest and the publisher has 
no objections against some of the material being incorporated in this publication. 
 
Peer review suggestions 
Professor Annette Kuhn (Queen Mary University London, UK) 
Professor Anne Reading (King’s College London, UK) 
Professor Susannah Radstone (University of Adelaide, Australia) 
  
Competition and Market 
 
Competing or comparable books 
Our volume is indebted to landmark publications such as Martha Langford’s 
Suspended Conversations (McGills’s-Queens UP 2001) and Annette Kuhn’s and 
Kirsten Emiko McAllister (eds) Locating Memory. Photographic Acts (Berghahn 2006). 
It also has shared ground with Marianne Hirsch’s Family Frames: Photography, 
Narrative and Postmemory (Harvard U.P., 1997) and her edited volume, The Familial 
Gaze (U.P. of New England, 1999), offering new material and approaches to common 
themes. More recent comparable publications include Olga Shevchenko (ed.), Double 
Exposure: Memory and Photography (Transaction 2014; List Price: $49.95) and Gillian 
Rose, Doing Family Photography. The Domestic, The Public and The Politics of 
Sentiment (Ashgate 2010; List price: £63.00), Exposed Memories: Family Pictures in 
Private and Collective Memory, edited by Zsofia Ban and Hedvig Turai and Rafael 
Goldchain (Central European University Press 2010, List price: £27.00), I am my 
Family. Photographic Memories and Fiction (Princeton Architectural Press 2008; List 
Price: $40.00). These publications explore some of the aspects (photography and 
performance, memory, family/history, questions of authenticity and identity) but 
none draws them together in a unique collaboration that fuses creative and scholarly 
approaches. 
 
Websites and Social  Media 
 
https://familytiesnetwork.wordpress.com 
 
Market and Readership 
The edited volume targets not only scholars and students in the areas of art history, 
media studies, memory studies, photography and film but also aims to be accessible 
to a much wider lay audience interested in family memory. 
 
Scholarly research and reference 
Professor Elizabeth Edwards 
Photographic History Research Centre (PHRC) 
http://www.dmu.ac.uk/research/research-faculties-and-institutes/art-design-
humanities/phrc/photographic-history-research-centre-phrc.aspx 
Address: De Montfort University, The Gateway, Leicester, LE1 9BH. 
T: +44 (0)116 257 7670 
E: eedwards@dmu.ac.uk 
W: www.dmu.ac.uk/phrc 
 
Professor Val Williams 
Photography and the Archive Research Centre 
University of the Arts London 
http://www.photographyresearchcentre.co.uk 
 
History and Theory of Photography Research Centre 
Birkbeck, University of London 
http://www.bbk.ac.uk/culture/arts/research/photography/about-us 
 
The American market 
Martha Langford is a renowned and respected North-American scholar in the field of 
family photography and memory and her contribution would help to draw the 
attention of a North-American audience to the volume. Deborah Willis and Olga 
Shevchenko are also highly regarded scholars in this field who work in the United 
States and whose work will be well known to readers there. 
 
International markets 
We have contributors from the UK and Canada and their case studies link to other 
countries (Eastern Europe, Finland). We expect the volume to be of interest to an 
international audience in the UK, Europe, Canada, the US and Australia. 
 
Editors’ Details 
 
Dr Silke Arnold-de Simine 
Department of Film, Media and Cultural Studies 
Birkbeck, University of London 
43 Gordon Square  
London WC1H OPD 
Tel: 020 7631 6150 
Mobile: 07943550083 
Email: s.arnold-desimine@bbk.ac.uk 
Website: http://www.bbk.ac.uk/culture/staff/teaching-staff/silke-arnold-de-simine 
 
The focus of my research is in memory and museum studies. My most recent 
book Mediating Memory in the Museum. Empathy, Trauma, Nostalgia (2013) was 
published in Palgrave Macmillan’s Memory Studies Series. I am also the co-editor 
of ‘Memory, Community and the New Museum’, Theory, Culture & Society 29/1 
(2012) and ‘Museums and the Educational Turn: History, Memory, Inclusivity’, Journal 
of Educational Media, Memory, and Society 4/2 (2012). 
 
 
Dr Joanne Leal 
Department of Cultures and Languages  
Birkbeck, University of London 
43 Gordon Square 
London WC1H 0PD 
Tel: 020 7631 6156 
Email: j.leal@bbk.ac.uk  
Website: http://www.bbk.ac.uk/languages/our-staff/joanne-leal 
 
I have a particular interest in the constructions of masculinity and negotiations of 
gender, sexuality and ethnicity in German literature and film. I am the co-author of 
Wim Wenders and Peter Handke: Collaboration, Adaptation, Recomposition 
(Amsterdam: Rodopi, 2011) and have published a contribution on ‘Troubled parents, 
angry children: the difficult legacy of 1968 in contemporary German film’, in Gabriele 
Mueller and James M. Skidmore (eds), Cinema and Social Change in Germany and 
Austria (Waterloo, Canada: Wilfrid Laurier University Press, 2012), pp. 115-132. 
 
 
	
